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ABSTRACT 
 
The aim of this research is to provide a theoretical framework of the Alexander 
Technique for organists. Frederick Matthias Alexander was an Australian actor who 
developed a technique to enable and enhance his own performance. This innovative 
technique is now used across the world, including South Africa. 
 
In this study the researcher provides a Literature Study of the Alexander Technique. 
Furthermore, he investigates and reports on the practises of a number of organists. 
A multiple case study approach was adapted and data was collected by means of 
questionnaires, personal observations and informal interviews. The data gathered in 
this study is described and analysed. 
 
The study culminates with a description of a theoretical framework for the application 
of the Alexander Technique for organists. 
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CHAPTER 1 
 
INTRODUCTION TO THE STUDY 
 
1.1. Introduction 
 
In this chapter the researcher will introduce the area of research and structure of the 
study. The researcher will provide a brief literature review of the Alexander 
Technique which is also the theoretical framework of the study. Also included in this 
chapter are the problem statement, the contribution to the field, the research 
methodology and the demarcation of the study. Finally the chapter outline is 
provided. 
 
1.2. Area of research 
 
1.2.1.      Demarcation of the research 
 
In order to ensure a manageable focus and a realisable result of the research, the 
study will be delimited as follows: 
 The researcher will focus on organists and how the Alexander Technique can 
be of benefit to music students as well as (amateur) performers. 
Extensive research has been conducted about the Alexander Technique. Frederick 
Matthias Alexander (1869-1955) through his own teaching, articles, lectures he 
presented and the books he wrote between 1910 and 1941 has made knowledge 
accessible about the Alexander Technique. Research about the Alexander 
Technique in South Africa includes that conducted by Gwyneth Lloyd. She was the 
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Vocal Director of the East Cape Opera Company. Her Masters thesis of 1987 is 
entitled “The Application of the Alexander Technique to the Teaching and Performing 
of Singing”. Three fourth-year students in the Rhodes University Department of 
Music and Musicology have done research on the application of Alexander 
Technique for cello (Rachel McGaw), piano (Carey Frost) and drum kit (Stephen 
Ellis) respectively. Many books about the Alexander Technique have been written 
including, Indirect Procedures by Pedro De Alcantara. Books have also been 
published that focused more on the Alexander Technique and music, for example 
the body mapping books of Conables (for all musicians) and Thomas Mark (for 
pianists) and Voice and the Alexander Technique by Jane Heirich. However there is 
no research that focuses on the Alexander Technique for the organ in South Africa. 
 
The relationship between the research to be undertaken and previous research is 
that methods will be researched to improve the performance of the organist when 
performing and attempt to help the organist to achieve a higher level of skill.  
 
1.2.2.      Motivation for the research 
 
The researcher intends to explore the possibilities of applying the Alexander 
Technique for organists. Personal observation and experience has shown that it is 
important for the research to be conducted because of the long hours of practise that 
an organist needs to endure and therefore a good posture is needed.  
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1.2.3.      Literature Review 
 
The study will involve an in-depth review of literature relevant to Alexander 
Technique as a method for musician and music students. The focus of the study will 
be on how the Alexander Technique can be of benefit to performing artists and more 
specifically organists. This study will be a new field within the study of the Alexander 
Technique as there is limited information available about the Alexander Technique 
and the organ. No study at this level has undertaken an in-depth investigation about 
the Alexander Technique and the organ.  
The focus of the literature review will be: 
1) Definition of the Alexander Technique  
 
Writing in 1994, Gelb argued that the Alexander Technique eludes precise 
definition because it involves a new experience – the experience of 
gradually freeing oneself from the domination of fixed habits. Any attempt 
to put the experience into words is necessarily limited, rather like trying to 
explain music to someone who has never heard a note.  
 
2) The Use of the Self  
 
De Alcantara’s (1997:11) study shows us that Alexander often wrote of the 
self as something ‘in use’, which ‘functions’ and which ‘reacts’. He entitled 
one of his books The Use of the Self, and one can unequivocally state that 
the Alexander Technique is not a method of physical relaxation, or 
posture, or the use of the body, but the use of the self.  Park (1993: 7) 
states everything one does can be performed in a good way that promotes 
healthy functioning or it can be performed in a way that is harmful to one’s 
good functioning. That is, one can operate with good use, or one can 
misuse oneself. According to Park (1993:8) when a student approaches an 
Alexander Technique Teacher with a problem such as back pain, shoulder 
tension, a postural defect, a stress problem, or another of the many 
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reasons that brings a student to this technique, the teacher’s approach will 
not be to focus on the particular problem. Alexander teachers do 
necessarily claim to cure the problem but the teachers offer to teach the 
student an improved use of the self, in the course of which the problem 
may disappear.  
 
3) Alexander Technique Lesson(s)  
 
According to Gelb (1994: 2) people take the Alexander lessons for three 
main reasons: 
 
Firstly, pain: people with bad backs, stiff necks, asthma, headaches, 
depression and many other ailments often find their way to an Alexander 
teacher’s door having exhausted more conventional methods of treatment. 
These ailments are frequently the result of bad habits of movement and 
can be relieved through re-education. 
 
Secondly, performance arts and skill development: bad habits, often the 
result of general patterns of misuse in daily life, can become exaggerated 
when one regularly practices a difficult or delicate activity. Breathless 
actors, violinists with paralysed left shoulders, dancers with back pain and 
sportsmen with tennis elbow are all suffering from the stress and tension 
characteristic of their activities and benefit from studying the Technique. 
Those seeking to master such pursuits can learn by observing the truly 
great performers, who often display a sense of ease and economy of 
movement that seems entirely natural. When Arthur Rubinstein plays the 
piano, when Fred Astaire danced, or when Michael Jordan played 
basketball, they all have one thing in common: they make it look easy. 
Alexander discovered that this quality of relaxation in action is not the 
result of natural talent but can also be learned. 
 
Thirdly, personal transformation: the development in recent years of 
humanistic psychology and the increasing popularity of Eastern 
philosophies have brought about a growing understanding of the 
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importance of the individual’s responsibility for the development of his own 
awareness (Gelb 1994: 2 – 3). Alexander Technique Teachers are also 
found in South Africa with the majority residing in the Western Cape. 
 
4) Practicing 
 
Being a musician ultimately means practising. As De Alcantara (1997: 
195) suggests every musician has his own understanding of why he 
practises. A musician who repeats a passage endlessly conceives daily 
practice as a search for control. De Alcantara (1997: 196) makes the point 
that the objective of daily practice should be for one to make oneself a 
better person, by working on the use of one’s whole self. As a 
consequence one will become a better musician; this in turn will lead one 
to become a better player. 
 
De Alcantara (1997: 193) believes it is a musical truism of musical 
pedagogy that practising too much is as harmful as not practising enough. 
De Alcantara argues that it is virtually impossible for a musician, however 
brilliant, to hear himself with due attention over too long a period of time. 
Therefore breaks are essential. As De Alcantara (1997: 195) suggests 
every musician has his own understanding of why he practises.  
 
5) Posture 
 
According De Alcantara (1997: 13) the Alexander Technique is often 
associated in the public mind with posture. Posture is not synonymous 
with use, but it is certainly one of its elements. Some Alexander teachers 
have said that the Technique concerns itself with postural behaviour, a 
concept which encompasses posture and goes beyond it. As De Alcantara 
(1997: 13) points out generally we understand posture as a bodily position 
we hold, consciously or unconsciously, for some length of time. De 
Alcantara (1997:13) suggests when we talk of ‘good posture’ to an 
unsuspecting friend, and he will immediately ‘straighten back’, push his 
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shoulders back, and hold himself rigidly, in an imitation of a stereotypical 
soldier or a bad dancer. He does not realize that posture (visible 
arrangement of bodily parts) is inextricably linked to a set of attitudes, 
thoughts, and feelings. Indeed posture is tantamount to attitude. The De 
Alcantara (1997: 13) study shows us that posture and movement are more 
closely linked than generally believed. The biologist George Coghill knew 
Alexander and supported his work. Of posture Coghill wrote: “When one is 
in deep sleep, a condition of illustrative immobility, one is mobilized in 
regard to its visceral circular and respiratory functions and the like. The 
distinction between mobility and immobility is relative. One cannot make 
an absolute distinction between mobility and immobility. Under the 
circumstances of mobility the organism is in one of two phases of action, 
posture or movement. In posture the individual is mobilized (integrated) for 
movement according to a definite pattern and in movement that pattern is 
being executed. The difference between posture and movement are 
relative, and one phase passes over imperceptibly into the other. One is 
active in posture as in movement (De Alcantara 1997: 14). De Alcantara 
(1997: 14) explained that in short, there is nothing to separate posture 
from attitude, nor from movement. To define posture as a bodily position is 
then doubly misleading.”  
 
According to De Alcantara (1997: 86) the working hypothesis of an 
Alexander teacher is that misuse of the whole self is the root cause of 
specific shortcomings or illnesses. Therefore the best way to overcome all 
shortcomings is to work on the use of the self, and not on the shortcoming 
itself. The better one uses one’s whole self on a general basis, the better 
one will use oneself on a particular basis. One will improve one’s total co-
ordination and one will automatically improve one’s music-making, one’s 
abilities at games and sports, one’s digestion, breathing, circulation, one’s 
interpersonal skills and so on. 
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6) The Alexander Technique and Organ 
 
According to Drake (2006: 82) the Alexander Technique is a method that 
can be used by the organist to play without locking, tightening, grabbing, 
or forcing, thereby allowing the playing of the organ to "happen" with the 
organist as the active observer, but not the "doer" of the playing. How 
many organists playing a piece of organ literature with "difficult" passages 
worry about these sections long before they arrive? And what happens 
when these passages are reached? Drake states he has observed that the 
organist stops breathing, the hands, wrists, arms, neck lock and the 
individual "forces" his way through these areas, worrying the whole time if 
he will make it without falling apart  (Drake 2006: 82). 
 
1.3. Statement of the research problem 
The researcher proposes to investigate the Alexander Technique as a method 
to improve the posture and performance of organists while playing the pipe 
organ. The researcher will do a Theoretical Study of the Alexander 
Technique.  There is no real duplication. Studies or research on the Alexander 
Technique have been conducted previously but for other instruments, such as 
the voice, piano and violin. This research is unique because it will investigate 
how the Alexander Technique can be applied to improve the performance of 
organists. 
 
1.3.1.   Aims of the study 
 
The aim of the research is to investigate if the Alexander Technique can 
help organists to improve their posture, eliminate tension and provide less 
stress when performing.  
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1.3.2.   Key Words 
 
Alexander Technique – A Technique introduced by F.M. Alexander (1869-1955) 
and refers in this research specifically to the application and association of the 
technique to music making and teaching. 
Organist – A person who plays the pipe organ. 
Organ – A musical instrument with at least two manuals and pedal board and with 
sound produced by air forced through pipes.   
Musician – A person who plays a musical instrument. 
Practise – To do an activity or train regularly so that one can improve one’s skill. 
Posture – The position in which one holds one’s body when sitting or standing. 
Inhibition – The act of restriction or preventing a process or an action. 
 
1.3.3.  Assumptions 
 
In this study the researcher makes two assumptions. Firstly, that the Alexander 
Technique is a valuable technique for performers to use. The second assumption is 
that the use of the Alexander Technique will benefit the performance of organists. 
 
1.4. Contribution to the field 
 
The research will contribute to the wealth of knowledge by providing a theoretical 
framework of the Alexander Technique for organists.  
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1.5.1 Research Methodology 
This research will be qualitative, analytical and descriptive. For this research a 
multiple case study approach will be followed (Leedy & Ormrod 2001: 149). 
For this multiple case study approach the researcher will select organ 
lecturers, organ teachers and performers. 
 
1.5.2 Data Collection Methods 
Data will be collected by means of questionnaires, informal interviews, 
personal observations and over a period of time unstructured interviews with 
one organist. Additionally, the researcher will also observe his own practise.  
 
1.6 Chapter Outline 
 
1.6.1    Chapter 1 
The First Chapter introduces the research. The statement of the problem is 
given as well as the demarcation of the study. The research methodology is 
presented and the contribution of the study to the field is provided. 
1.6.2   Chapter 2 
In Chapter Two there will be a detailed description of the Alexander 
Technique. It will also contain a short biography of Frederick Matthias 
Alexander and how the Alexander Technique was applied since its inception. 
Finally it will provide a description of how the Alexander Technique is applied 
as a method of instruction in South Africa. 
1.6.3   Chapter 3 
In Chapter Three the researcher will report on how the Alexander Technique 
can improve one’s performance and self-confidence as well as how the 
musicians benefit from using the Alexander Technique. The researcher will 
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also look at research done by other instrumentalists and singers on the 
Alexander Technique and correlate with how it can be of benefit to organists.   
 
1.6.4   Chapter 4 
In Chapter Four the Research Methodology for this study is outlined and 
discussed. 
 
1.6.5   Chapter 5 
Chapter Five will examine the Research Findings. 
 
1.6.6   Chapter 6 
Chapter Six provides the research analysis, findings and presents concluding 
statements as well as a theoretical framework for the application of the 
Alexander Technique for organists. 
 
1.6.7.           Chapter 7 
In Chapter Seven the researcher will present a theoretical framework for the 
application of the Alexander Technique for organists. 
 
1.7 Conclusion to the Chapter 
 
In this chapter various aspects of the Alexander Technique were presented. In 
the following chapter the main components of this technique will be described. 
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CHAPTER 2 
 
DESCRIPTION OF THE ALEXANDER TECHNIQUE 
 
2.1. Introduction to the Chapter 
 
The world we live in today has changed from the world organists like Bach, 
Mendelssohn or even Widor lived in. This change affects our whole being. But how 
does this affect the performance of organ works? Does this mean that we as 
organists should also adapt? If so, how will we cope? What do we need or as F.M. 
Alexander said, what is the “means whereby.” Alexander asks the question in his 
book entitled ‘Man’s Supreme Inheritance’ (1996), “What, then is man’s position 
today, and what is his danger?” He answers his question by elucidating what his 
position is. In emerging from the contest with nature he has ceased to be a natural 
animal. He has evolved curious powers of discrimination, of choice and of 
construction. He has changed his environment, his food and his whole manner of 
living. He has inquired into the laws which govern heredity and into the causes of 
disease. However, his knowledge is still limited and his emergence incomplete 
(Alexander 1996: 4). 
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2.2. The Alexander Technique 
 
2.2.1. F.M. Alexander (1869-1955) 
 
Frederick Matthias Alexander was born in 1869 in Tasmania, Australia. He was a 
“reciter of dramatic and humorous pieces” since an early age. Alexander was an 
Australian actor and he was plagued by chronic hoarseness. When he was 16 years 
old he left his home in the country and moved to a mining town and took various jobs 
in the evening and studied music, drama and studied violin on his own. After three 
years he moved to Melbourne and continued his music and theatre training and 
visited these places and art galleries. He also organised his own theatre and 
dramatic company in his spare time. Reviews show that he was a successful young 
Shakespearean actor in Sydney until he was increasingly plagued by voice trouble. 
While Alexander was on stage he sometimes lost his voice completely (Barlow 1990: 
xii, 4; Gelb 1994:9; Arnold 1997: 1).  
 
As a child Alexander had recurring respiratory problems. This came back to haunt 
him as an adult and had a negative effect on his dramatic performances. He 
consulted drama voice teachers and the medical fraternity. They all advised rest. 
However Alexander found all these symptoms disappeared as soon as he did not 
recite dramatic texts. As soon as he performed the symptoms returned and he also 
lost his voice in the middle of a performance. Alexander came to the conclusion it 
was something he was doing while he was reciting that caused the problem (Gelb 
1994: 11; Russel 2002: 10).  
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2.2.2. The origin of the Alexander Technique 
F.M. Alexander set up three-way mirrors at his home so that he could see himself 
from all angles from where he was reciting. When he spoke his lines in his normal 
everyday voice everything looked and felt fine (Gelb 1994: 11; Russel 2002: 10-11; 
Arnold 1997: 1). 
He noticed a dramatic difference when he adapted his stage posture and started 
reciting the lines. He hollowed his back, raised his chest and stiffened his neck as he 
retracted his head. This caused his larynx to become depressed and he sucked in air 
through his mouth. The more difficult the passages he recited the more rigid he 
became. As his delivery continued he lost his voice completely. Alexander also 
realised that this pattern was visible in his ordinary speech, but to a lesser degree. 
He found that when he improved his posture and relaxed he could deliver his lines 
but his voice was no longer strained (Alexander 2001: 24; Gelb 1994: 11-12; Russel 
2002: 11). 
Over the next ten years Alexander developed his new ideas in order to help him and 
others. He studied his own movements – walking, gesturing, talking, sitting and 
standing. He came to the conclusion that it was the position of his neck, head and 
spine that were major factors in building up the tension that was building up in the 
rest of his body. As he became more relaxed, his breathing improved, and his acting 
and voice improved. Alexander discovered a method (a “means-whereby”) for 
expanding consciousness to take inhibition as well as excitation (“not-doing” as well 
as “doing”) and thus obtain a better integration of the reflex and voluntary elements 
in a response pattern. Alexander and his brother, A.R. Alexander (1874-1947), 
developed a way of using their hands to convey information directly through the 
kinaesthetic sense (Gelb 1994: 12-13; Jones 1997: 2; Russel 2002: 11). 
2.2.3. The development and refinement of the Alexander 
Technique 
According to Gray (1994: 9) with the growing popularity and interest in the 
Alexander Technique in recent years, a number of books have been written 
on the subject. The best of these are very useful, some are rather specialised, 
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others are written from a restricted personal viewpoint and are of limited 
value, and some are positively misleading (Gray 1994: 9). 
Alexander’s own books were out-of-print for a long time but are now available 
again and will continue to be the source to which one must frequently return to 
refresh one from the original knowledge and inspiration of the technique. 
Many find Alexander’s books difficult to read and even more so to understand. 
Gray (1994: 9) states that the style of Alexander’s writing is undeniably old-
fashioned and wordy, though with perseverance and further knowledge of the 
work, one realises, just how good the books are and how very difficult it is to 
write about this subject (Gray 1994: 9). 
The Alexander process is essentially a unifying one with many different areas 
interconnecting, and so it is not easy to break it down into separate sections. 
Starting the description of the technique at any point is too easy. The reason 
for this is that any particular aspect can have a bearing on any other, and so 
the problems of being systematic and fluent are daunting (Gray 1994: 19). 
Gray (1994: 9) states that the basic essentials are rarely described in print 
and in some cases, when attempted, quite inaccurately, often with too much 
attention given to how the technique will help and not enough to emphasising 
the amount and nature of the work needed to be done before being able to 
apply it (Gray 1994:9). 
Gray (1994: 9) states that whilst there is no substitute for actual lessons, 
reading about the subject can help. In theory one can teach oneself the 
Alexander principle and a number of people claim to have done so. Certainly 
Alexander had no help other than his own resources when working it all out. 
However for everyone else, who are not touched with Alexander’s genius, 
expert instruction is essential and the right books can be a big help in 
understanding and knowing what to expect from one’s lessons. One needs to 
avoid pitfalls and digressions. Good tuition can speed up the changing 
process, and careful guidance can check this process and forestall time-
wasting experience (Gray 1994: 12; Park 1993: 42). 
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According to Gray (1994: 12) Aldous Huxley maintained that the Alexander 
Technique was the most difficult of all disciplines, as one has, in the final 
analysis, no one else to rely on but oneself. One does not have an outside 
agent, guru to guide one when one is on one’s own as one mostly is. 
Alexander himself was constantly telling his pupils that he could not do the 
work for them. It is a journey into the unknown with little reference to past 
experience. Good written material can complement a good teacher. The 
Alexander technique is a means to improve faulty conditions of the use of the 
human body (Alexander 2001: 21; Gray 1994: 12). Alexander dedicated most 
of his life to teaching his technique to others (Alexander 2001: 24; McCullough 
1996a: 1) 
 
2.2.4. An in-depth and detailed description of the Alexander 
Technique  
The Alexander Technique is a process of psycho-physical re-education: by 
inhibiting automatic habitual responses it allows one to eliminate old habits of 
reaction and misuse of the body and through more reliable sensory 
appreciation, brings about improved use and a more appropriate means of 
reaction (Gray 1994: 13). 
Sometimes it is simpler to say what the Alexander Technique is not. It is not 
only about good posture, or ‘relaxing’, ‘standing up straight’, or a series of 
exercises. Nor is it only about being expertly manipulated. It is not a therapy 
or a treatment. It includes elements of the above but to describe it as such is 
to touch upon only its minor aspects, to limit it severely and to undersell it 
(Gray 1994: 13). 
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2.2.5. The principles of the Alexander Technique 
The Alexander Principle is a psycho-physical principle. The “physical’’ part is 
founded, as it must be, on the working of the central nervous system to 
produce the body’s form and movements. The “psycho” part of the Principle is 
founded on the way in which one, subjectively, can learn to control one’s 
nervous hierarchies. We all inherit these hierarchies and which, by the time 
most of us hear about the Alexander Technique, we would have been 
confused. Many other ways have been suggested for improving one’s 
muscular control. Many other ways have been suggested to improve one’s 
mental health. Where the Alexander Principle is unique is that it sees one 
always as a psycho-physical unity. However it does not say that this is the 
only way to handle one’s life. It simply says that here is one way to do it, if one 
should choose. If one should choose and if one can accept the learning and 
the subsequent discipline involved then the rewards can be very great indeed, 
from the basic level of healthy survival to the more heightened levels of 
selectivity and sensitivity (Barlow 1990: viii, ix).  
Barlow (1990: 3) writes that the Alexander Principle is a hypothesis: it is not 
an established, absolute truth, but a new way of looking at things, a new way 
of organizing oneself.  
The Alexander Principle suggests a different way of living and of seeing one’s 
life. However it is not different in the sense of making its users into oddities, 
but different in that its users can learn to adopt other criteria for themselves 
and for the people they live with. Alexander Technique users seem to be able 
to adapt more successfully than most people in their social, artistic and 
biological spheres. Users of the Alexander Technique also appear to live 
longer and are healthier (Barlow 1990: 3).  
The Alexander Principle states that there are certain ways of using one’s body 
which are better than certain other ways; that when one rejects these better 
ways of using one’s body, one’s functioning will begin to suffer in some 
important respects; that it is useful to assess other people by the way they 
use themselves (Barlow 1990: 3-4). This approach should not be seen as a 
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fringe medicine, a neo-progressive education, a religious escape, or a quack 
science. It is a difficult, controlled approached to living that leads, through a 
discipline, to personal freedom and health which is possible to some extent for 
most people at most ages (Barlow 1990: 4). The Alexander Principle sounds 
at first deceptively simple. Wilfred Barlow called it the Alexander Principle 
because, as far as he knows, Matthias Alexander was the first person to state 
it (Barlow 1990:4).  
Alexander did not think learning was possible without what he called a 
“correct mental attitude”. In German, the words for posture and attitude are 
the same. In English the first meaning for the word attitude is a position or 
posture, the second meaning is a mood or feeling. One’s mental attitude will 
be reflected in how one uses one’s body (Leibowitz and Connington 1990: 
40). 
2.2.5.1.  Primary Control 
Primary control was the second discovery that Alexander made. Alexander’s 
observation of his unconscious misuse of the neck and head led him to term 
his improved USE the “primary control.” Primary control is concerned with 
how the head, the neck and the back should be aligned correctly. This was 
later confirmed by the noted anthropologist Raymond Dart, who said, ‘It is a 
basic biological fact that the neck is of primary importance in human posture 
and movement’ (Barlow 1990: 16; Brennan 1999: 20; Russel 2002: 16). 
One will think, react, and behave differently, once one becomes aware of 
one’s Primary Control. However, holding one’s head in the correct position 
does not mean one is using Primary Control in the correct way (Da Alcantara 
1997: 28).  
When one sits, stands or plays an instrument, one adjust one’s Primary 
Control (Da Alcantara 1997:28). The Primary Control is easily misunderstood. 
Therefore Da Alcantara, (1997: 26) suggests that is useful to consider what 
the Primary Control is not.  Dance class warm-ups like twisting the head and 
neck has nothing to do with good use of the Primary Control. It also does not 
involve the alternating tensing and relaxing that one learns in relaxation 
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classes (Da Alcantara 1997:32). It does however require a combination of 
stretch of the spine and mobility of the head that is unlike anything produced 
by habitual muscular doing (Da Alcantara 1997:33). Using the Primary Control 
well does not mean one is doing the right thing, but it requires that one stops 
doing the wrong thing (Da Alcantara 1997:31). 
By refining the use of the whole self by improving the use of the Primary 
Control, one makes positive changes in every sphere of one’s life, and one 
rids oneself of the specific complaint in the process (Da Alcantara 1997:34). 
Alexander’s experience taught him that the relationship of the head, neck and 
torso was of primary importance in determining his level of functioning and in 
organizing his reactions into a co-ordinated whole (Gelb 1994:42, 44). Arnold,  
Gillerman and Zimmermer (2003: 1) wrote that, as one restores ones natural 
poise, one finds greater stability, balance and fluidity. The Primary Control is a 
dynamic, never-changing relationship that functions all the time, for better or 
worse in every position (Gelb 1994:44). 
Not all positions of the body are obviously better than others, in terms of both 
their practical efficiently and their effect on functioning. This is what Alexander 
called ‘positions of mechanical advantage` (Gelb 1994: 44; Alexander 1996: 
xxxiv). The Primary Control is significant because it serves as a key to 
coordinating the organism as a whole (Gelb 1994: 51). 
2.2.5.1.1. Breathing 
Breath is the essence of life. The first thing one does when one enters this 
world is breathe, and it is also the thing one does when one leaves. It is 
general knowledge that breathing is the most fundamental requirement of the 
human body (Brennan 1999: 55). According to De Alcantara (1997: 90) 
Alexander was known in his early teaching career as the breathing man. Until 
this day many still think that the Alexander Technique is a method for better 
breathing.  
Breathing, one of the fundamentals of the Alexander Technique brings us 
back to its origins. The whole idea was started because Alexander did not 
limit himself to coaching actors and soon began to actively promote his ideas 
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and his practice with letters to the press and by articles he had privately 
printed. The core of Alexander’s teaching are found in three pamphlets he 
published in 1906, 1907 and 1908 respectively. The problem he addressed 
first was how to restore normal respiration, but realizing that “nature does not 
work in parts but treats everything as a whole.” He decided that it was 
necessary to re-educate the whole person in order to accomplish a 
fundamental change (Jones 1979: 19).  
One of the marks of a good teacher of the Technique is, according to 
Alexander, being able indirectly to induce good breathing, or at least an 
improvement in this area. One cannot impose good breathing patterns onto a 
faulty mechanism so, as in all Alexandrian work, the approach should be 
through the ‘indirect’ means. Sort out, free up and co-ordinate the mechanism 
and the breathing will automatically improve. Good breathing should be the 
automatic norm if the circumstances are right, but they rarely are. So, once 
again, more attention and work are needed on the means than on the end. 
Breathing is most efficient, with the greatest movement of the rib cage 
sideways and of the diaphragm up and down, when we are in the upright 
position, provided the balance; alignment and use of the body are good. The 
first thing to do to improve one’s breathing is simply to become more aware of 
one’s breathing without trying to change it. Alexander developed the 
procedure known as ‘the whispered ah’   (Brennan 1999: 56; Gray 1994: 133). 
2.2.5.2. The Use of the Self 
The Alexander Technique can be defined as use of self, in other words, how 
we use our bodies (Da Alcantara, 1997: 28-31). According to Leibowitz and 
Connington (1990) and Brennan (1999) working in the Alexander Technique 
demands an objective study of oneself in both the physical and mental 
spheres (Leibowitz and Connington 1990: 6; Brennan 1999: 10).  Perhaps the 
most striking and at the same time the most pathetic instance of human 
delusion is to be found in the human creature’s attitude towards his own 
psycho-physical defects, disadvantages, peculiarities and such like on one 
hand and towards his merits, advantages and natural gifts on the other. The 
phrase “to thine own self be true,” is an inspiring incentive when the human 
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creature’s co-ordinated psycho-physical development has reached a point 
where that self cannot be duped by its sensations (Maisel 1990: 17). 
According to Leibowitz and Connington (1990) and Brennan (1999) working in 
the Alexander Technique demands an objective study of oneself in both the 
physical and mental spheres. The Alexander Technique is not so much 
something one learns as something one unlearns. It is a method of releasing 
unwanted muscular tension throughout one’s body which has accumulated 
over many years of stressful living. This excess tension often starts in 
childhood and if left unchecked, can give rise in later life to common ailments 
such as arthritis, neck and back pain, migraines, hypertension, sciatica, 
insomnia and even depression (Leibowitz and Connington 1990: 6; Brennan 
1999: 10). The Alexander Principles means that the human will is potentially 
free. People use and misuse their bodies in such simple ways. These simple 
ways include standing, sitting and lying down. Even at this crude level there is 
USE that is beneficial and USE that is harmful. The basic structure of the 
personality, at its most minute and intimate level, is fashioned from one’s 
BODY USE (Barlow 1990: 15-16).  According to the Alexander Principles Use 
Affects Functioning (Barlow 1990: 7). “We can throw away the habit of a 
lifetime in a few minutes by using our brains” (Leibowitz and Connington 
1990: 11).  
2.2.5.2.1. Posture 
Posture is concerned with how one stands, sits, gets up and down, reads and 
uses the keyboard. The head, neck and torso are linked in an extremely 
delicate and vulnerable postural relationship. The head, besides housing the 
brain, eyes, ears, nose and mouth, is also the locus of the two main balancing 
mechanisms, the optical and vestibular. The head’s balance is important 
especially in relation to the rest of the body. This importance becomes even 
greater when looked at in context of evolution (Gelb 1994: 44). 
 
The lengthening of habitually contracted muscles of the spine, which the 
Alexander Technique encourages, results that the upright posture is 
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supported by a better balance of the skeletal and muscular system. Although 
posture is not synonymous with its use, it is certainly one of its elements (Gelb 
1994:13). Posture is inextricably linked to a set of attitudes, thoughts and 
feelings. Indeed, posture is tantamount to attitude (Gelb 1994: 13). 
2.2.5.3. Faulty Sensory Awareness 
Having experienced the absence, we must recognize the process that allowed 
the letting go to take place. It is the Alexander teacher’s job to demonstrate to 
students how their unreliable sensory awareness is leading them astray and 
to guide students into different sensory experiences by helping students to 
lengthen and widen themselves. Sensory awareness and a quickening of the 
conscious mind are necessary in order to change habits and ones 
kinaesthetic and proprioceptive awareness must be re-awakened (re-
educated) in order to improve general balance and well-being. After repeated 
experiences, the unreliable sensory awareness begins to improve and many 
of the actions and positions that felt “wrong” begin to feel “right”. Alexander 
said, “If it is possible for feeling to become untrustworthy as a means of 
direction, it should also be possible to make it trustworthy again” (Leibowitz 
and Connington 1990: 54; Roig-Francoli 2009). 
Sensory appreciation is also coloured by self-image. People grow up but often 
see themselves as they did when they were children. The tensions associated 
with a poor self-image, or a self-image that is inaccurate, lead to locked-in 
physical stances and ways of moving. In the course of their teaching, all 
teachers of the Alexander Technique have been confronted by students 
complaining that the new experience “feels wrong”. If their students choose 
change, they must recognize that their sensory apparatus is in need of re-
education (Leibowitz and Connington 1990: 54; Roig-Francoli 2009). 
The concept of unreliable sensory awareness is a key one. What we 
ultimately aim for in the Alexander Technique is an objective, nonjudgmental 
awareness of ourselves in activity. What is needed is a reliable feedback 
system that will give accurate kinaesthetic information in the midst of activity. 
In working with the Alexander Technique, one will be constantly barraged by 
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new and odd sensations, which one can only judge based on one’s past 
experience. Because one’s past experience may be an unreliable indicator, it 
is necessary to have an objective way to measure the new feelings against 
reality (Leibowitz and Connington 1990: 54; Roig-Francoli 2009). 
An Alexander teacher and a mirror are objective guides. They give a means 
for one outside the self experience to check on the body’s condition. 
Nevertheless, like Alexander in the end one must develop one’s own 
trustworthy kinaesthetic appreciation so that one can be independent of both 
the teacher and the mirror. As one has more and more correct experiences, 
one’s sensory awareness will become more and more reliable. One will be 
able to tell more easily when one is not using one’s body well. This will make 
it easier and faster for one to want to change what it is one wants to change 
through inhibition and direction (Leibowitz and Connington 1990: 55; Roig-
Francoli 2009). 
2.2.5.4. Psycho-physical Unity 
The use of the head or neck region was of great importance for psycho-
physical functioning. Alexander was concerned with the whole self and how 
one uses it. One’s thoughts and feelings play as great a part in one’s use as 
do one’s physical movements. The part one’s thoughts and feelings play is as 
important as the part the use of one’s physical movements play. One’s 
thoughts, feelings and physical are in actual fact inseparable. The mental 
decision to do simple activities such as walking, sitting and standing, 
precedes and is maintained during that activity. Alexander called this the 
psycho-physical unity. Alexander demonstrated that every physical activity 
had a mental component. Therefore what one thinks and feels when one 
performs is going to affect the way in which one does it enormously. This is 
even truer for stressful situations, such as taking an examination or 
performing in front of an audience.  The advantage of Alexander’s work is that 
his idea of the psycho-physical is not just theoretical. It is the product of his 
own experience of wholeness (Alexander 2001: 4; Gelb 1994: 38; Park 1993: 
12).  
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2.2.5.5. End-gaining and the Means Whereby 
Alexander believed that most of one’s health problems occurred because as a 
race people had become totally goal-orientated. Alexander referred to the 
humans as a race of ‘endgainers’ as people often want to achieve an end 
without taking into consideration the means by which it is achieved. The 
Alexander Technique is not merely a way of improving posture and movement 
but it addresses every single issue that every human being faces during their 
lives. Alexander’s aim was to discover a method of dealing with a problem of 
habit and change. The Alexander Technique always emphasizes the process 
of attaining one’s goal, rather than the narrow focus on the goal itself. 
Alexander discovered most people’s attention is dominated by their immediate 
goals and he gave it the term ‘endgaining’. If one adopts an ‘endgaining’ 
approach to changing one’s habits one is prone to misuse of the organism. 
Alexander’s method is about how to achieve one’s ends intelligently and 
involves a continual emphasis on the means one employs to achieve one’s 
aims (Brennan 1999: 29, 31; Gelb 1994: 79, 80, 83; Gray 1990: 71). 
2.2.5.6. Habit 
In growing up people all develop a repertoire of set responses to specific 
movements. The way people walk, bend, sit, breathe, reach, speak, comb 
their hair, drive a car and pick up a package is for the most part unconsciously 
determined. These are reflective responses carried out with little or no 
thought. If each time one made such a movement one had to consciously 
work out the countless neuromuscular responses involved, there wouldn’t be 
enough hours in the day to get one through breakfast. But when these same 
habits are based on inefficient usage, the very habitual and reflex behaviour 
that simplifies life can also cause many difficulties. Among them are undue 
tension, excessive fatigue, inefficient muscular coordination, poor posture, 
and backache (Leibowitz and Connington 1990: 36). The mental and physical 
patterns that have been built up over years can be changed through re-
education. The Alexander Technique is a method by which we can learn to 
become aware of our unconscious habits and gives us a means to change 
them (Alexander 2001: 34; Leibowitz and Connington 1990: 39). 
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Alexander could clearly see his physical habits in the mirror, but he could not 
feel them. His sensory feedback was not giving him accurate information 
about his condition. This feedback is called the kinaesthetic or perceptive 
sense. This is a subtle sensory mechanism of the muscles that constantly 
gives the body information about itself. One receives information through 
one’s sense organs, such as eyes, ears, nose, mouth, and skin – and also 
through one’s kinaesthetic sense (Leibowitz and Connington 1990: 51). 
This feedback gives the brain information about what position and condition 
the body is in. It also tells the body how much effort is necessary to maintain a 
position or a condition, the tension to maintain the body’s position or 
condition. The tension becomes habitual and unfelt. Alexander called reliable 
sensory feedback “debauched kinaesthesia”. In order to learn to react to 
stimuli for instance performing on stage one needs to learn to replace the 
instinctual and unreasoned use of the mind-body with a conscious, reasoned 
use of the self (Leibowitz and Connington 1990: 52; Roig-Francoli 2009). 
The information that the kinaesthetic sense gives one seldom reaches one’s 
conscious awareness – people are usually unaware of what is taking place in 
their bodies. As one learns to carry out an activity, whether well or poorly, 
easily or with excess tension, with good or distorted body alignment, one 
becomes accustomed to the way it feels. Whether the experience is based on 
efficient or inefficient body use, the outcome will feel right or feel easy. 
Correcting this inaccurate sensory feedback is one of the objectives of 
studying the Alexander Technique (Leibowitz and Connington 1990: 52). 
What is felt and how it is felt is measured against the past experiences of 
mind and body. One gets used to a particular sensation and it feels correct, 
no matter that incorrect feels correct and no matter how incorrect it may be. 
One is constantly making unconscious and conscious kinaesthetic 
judgements about one’s position in space and the tension-support necessary 
to reach an objective (Jones 1997: 185; Leibowitz and Connington 1990: 52). 
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Every movement one makes is based on an unconscious sensory judgment of 
how much muscle contraction is necessary to carry out. One’s unconscious 
judgment tells one that without a certain habitual amount of “oversupport”, an 
activity cannot be performed. These habits are learned in infancy and 
continued through life. One has a tendency to over support in all one’s 
activities (Leibowitz and Connington 1990: 53). 
To change habits, one needs to know what one’s habits are, inhibit them and 
then use mental directions to lead one to improved body use. As one’s body 
use improves, one’s kinaesthetic awareness is heightening, and one 
perceives one’s habits more clearly. All of these components work together to 
help you institute and control change (Jones 1997: 184, Leibowitz and 
Connington 1990: 55). 
Changing a habit involves three components: awareness of the habit, 
inhibition and mental directions. All three must be present in order to 
consciously control change. Conscious control is one’s tool for carrying out 
the main objective of the Alexander Technique: to maintain the poise of the 
head on top of the lengthening spine in movement and at rest. By freeing 
oneself from physical, mental and emotional habits one may begin to be 
aware of other tendencies which hold one back in life (Brennan 1999: 140, 
Leibowitz and Connington 1990: 45). 
2.2.5.6.1 Unnecessary Tension 
One is often unaware of excess tension because one has not felt the absence 
of tension. One does not feel pain because one has not felt the absence of 
pain (Leibowitz and Connington 1990: 53). One of the most common 
examples of stress related illness is back pain. Over the years one becomes 
accustomed to the ways in which one sits and stands, without realizing that it 
is often these very positions that are putting strains upon one’s body – no 
matter how uncoordinated these positions are, they will always feel right to 
one. When one performs everyday activities it is amazing how frequently one 
subjects one’s bodies to undue tension simply by not being aware of what one 
is doing. This tension spreads throughout the muscular area of the body. 
 
 
26 
 
However it may take years before one suffers from aches and pains or 
restriction of movement. Many of our modern methods of combating such 
problems involve powerful painkilling drugs that block out the body’s warning 
system, whose function it is to tell one that something is wrong. The 
Alexander Technique uncovers and rectifies the causes of the problems. The 
Alexander Technique shows one the underlying cause, so enabling one to 
eliminate the tension responsible for so many of the ailments that one 
mistakenly puts down to the ageing process (Brennan 1999: 10-11). Many 
people are making a great deal of unnecessary tension most of the time in the 
way they use their bodies, even when they think they are relaxed (Gray 1994: 
13). 
Indeed ‘relaxation’ to many people suggests a state of collapse or ‘flopping 
about’, which tends to encourage flaccid muscles, often a distortion of the 
structure, and a great deal of harmful pressure into various areas and joints 
(Gray 1994: 13). According to Alexander (1996: 17) “relaxation” really means 
a due tension of the parts of the muscular system intended by nature to be 
constantly more or less tensed, together with a relaxation of those parts 
intended by nature to be more or less relaxed, a condition which is readily 
secured in practice by adopting what he has called in many of his writings the 
mechanical advantage (Alexander 1996: 17). 
It is probably better not to think in terms of ‘relaxing’, but of returning to 
‘balanced state of rest’, in which the body is well-aligned, with a desirable 
combination of freedom and stability present in the right areas. One must 
have tension but it must be the right kind of tension, in fact it is better to think 
of it as ‘tone’. If one has no tension one falls down, but often there is the 
wrong kind of tension in the wrong areas, instead of muscle tone in the right 
areas. It is quite common, for example, to be very collapsed in the lower back 
area but very tense in the shoulders; the main supporting muscles in the back 
and abdomen which is constantly at work lack tone and the secondary 
muscles, which should only be brought into play for specific jobs, become 
overworked (Gray 1994: 13, 15). 
 
 
 
27 
 
2.2.5.7. Inhibition 
The central point of the Alexander Technique is what is called inhibition. To 
inhibit is not to consent to a habitual reaction which causes a misuse, total or 
partial, of the self. It should be noted that the idea is not to inhibit misuse 
directly, but to aim to inhibit end-gaining, the motivation to act that causes the 
misuse. Alexander wrote, ‘the association of manner of reaction [on the one 
hand] and conditions of functioning [on the other hand] [is] so closed that 
control of one depends upon control of the other. To inhibit interference with 
the Primary Control is very near in character, to inhibiting the wishes desires, 
and motivations that set up the interference in the first place (De Alcantra 
2009: 47). 
Inhibition is the non-doing of a habit. It is a skill that can be learned and 
developed to help free us of a habit. According to McCullough (1996a: 1) 
Alexander discovered that his “doing’’ was a function of unconscious habit in 
the use of himself in the early 1890s. Alexander tried to change his but his 
endeavours were unsuccessful. This failure led his thinking to discovering 
what he termed “inhibition’’.  Until one can give up one’s habits, one has no 
free choice. Inhibition gives one that capacity. It can help with more than 
physical habits. Everyone has habitual responses to mental or emotional 
activities such as concentration, anxiety, and anger. McCullough (1996a: 1-2) 
wrote that Alexander discovered that if he first “inhibited” his initial desire to 
speak and in that moment give himself directions to allow “his head to go 
forward and up and his back to lengthen and widen,” he could then stop his 
old habit pattern. The momentary pause, termed by Alexander as “inhibition,” 
gave rise to his ability to change himself and later to teach others to change 
themselves.  Inhibition is the cornerstone of Alexander’s work. McCullough 
(1996a: 2) elucidates that Alexander used the term in a very literal sense, 
defining the act of inhibiting as that of consciously refraining from an act. In 
order to stop what one is doing, one must be fully conscious of what one is 
doing. Since the mind and body are intricately connected and cannot be 
separated, all of our so-called mental and physical habits are connected 
(Leibowitz and Connington 1990:48; McCullough 1996a:1, 2). 
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Over the course of one’s life one learns specific ways of reacting to situations. 
These responses become habitual and are often carried out with unnecessary 
tension and stress. The need to get the right answer and the need for 
approval are common goals in our society (Leibowitz and Connington 1990: 
44). Neither of these objectives is bad in itself, but they can lead one to strain 
unnecessarily, often to detrimental effect. In order to change one’s habitual 
responses and attitudes, one must first learn how to give up the old response 
habit. Alexander called this process inhibition (Leibowitz and Connington 
1990: 44). 
Inhibition, or non-doing, means not using wrong tensions (such as the 
contraction of an antagonistic muscle in a pair). The term ‘non-doing’ has 
created much confusion. The words of Patrick Macdonald are the clearest in 
this respect: ‘It is alright to do, as long as you do the right thing’ (De Alcantara, 
2009: 51). 
For Alexander, inhibition is always the first step in the sequence of events 
leading up to activity. However there is a time element to inhibition. In the 
early stages of Alexandrian re-education, when inhibition is brought to the 
fore, it may well be necessary to wait some time after choosing a given act 
(sitting down, turning the head, playing a bow-stroke) to actually proceeding 
with it, the better to prevent misuse (De Alcantara 2009: 51, 52). 
Alexander teachers often say to inhibit is to stop and say no. Singers are quite 
familiar with the following and they often say, one must think ten times and 
sing once. There is great scope for its cultivation, be it in an Alexander context 
or otherwise. It is the backbone of good sense and of civility, two qualities 
dear to every committed Alexandrian (De Alcantara 2009: 52). 
Inhibition is a negative term, but describes a positive process. By refusing to 
respond to a stimulus in a habitual way one releases a set of reflexes that 
lengthens the body and facilitates movement. The immediate result of 
Alexandrian inhibition is a sense of freedom, as if a heavy garment that had 
been hampering one’s movements has been removed (Gelb 1996: 11). 
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The Alexander Technique is a three-fold process. The development of an 
awareness of the body’s physical state is the first step. The second step, 
which Alexander called “inhibition” (a term that he used differently from the 
Freudian term meaning “suppression”), is the ‘conscious decision not to 
respond to a situation in a habitual manner. According to McCullough (1996a: 
2) in order to stop what one is doing, one must be fully conscious of what one 
is doing. The operative word here is “conscious” making Alexander’s use of 
inhibition the opposite of that of Freud’s, who used the term to mean 
“unconscious” repression. Freud believed that one’s actions are governed by 
unconscious or repressed memories; that one is unable to freely choose a 
course of action because one is unconsciously repressed or inhibited. It is the 
principle of conscious inhibition that makes the Alexander Technique a 
potential learning process. To understand Alexander’s concept of inhibition, 
one has to think back to a situation in which one had just changed 
instrumental or vocal teachers. Being conscientious, one had learned the old 
ways well. Suddenly a new teacher suggests an alternative way. Of course 
wanting to be a good student, one struggles to behave in the new way, but 
one’s body first responds in the old way. At first one cannot do anything and 
the body is receiving contradictory signals. The old and the new are colliding 
with one another. Rather like a blackboard on which too much is written, the 
neurological pathways need to be cleared before new instructions can be sent 
to one’s bones and muscles. Inhibition means learning to pause before 
responding so that a stimulus does not generate a habitual and thoughtless 
response. It is in this moment of stopping that a person exercises his 
distinctive capacity for choice and his ability to make thoughtful decisions 
(Mayer and Babits 1987: 52). 
2.2.5.7.1. Non-Doing 
Many books have been published with regards to teaching one the Alexander 
Technique. These books normally include secret Alexander Technique 
exercises. However there is no way of how to do the Alexander Technique 
because the Technique is not concerned with doing but with undoing (Gelb 
1994: 126). Non-doing or inhibition means not using the wrong tensions. 
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These could include the contraction of an antagonistic muscle in pair. If one is 
not familiar with the Alexander Technique or has not taken any lesson the 
term Non-Doing can be very confusing. According to Rootberg (2005: 18) it is 
most like the means whereby one can change a habit and increase one’s 
ability is to rely on ones sensory awareness is through non-doing (De 
Alcantara 1999: 51). 
2.2.5.8. Direction 
In the Alexander Technique, to speak of “direction” or ‘sending directions’ is to 
discuss thinking. However this does not mean isolated intellectual activity.  
Brennan (1999: 22) states that the meaning of the word ‘directing’ as 
Alexander used it, is consciously to give a mental order to one’s body, so that 
one’s body will respond to what one tells it to do rather than working by habit 
alone.  To learn to direct is not ‘to train the mind’ or ‘to train the body’. It is 
rather to establish, cultivate and refine the connection between what one 
thinks and what one does. With the Alexander Technique, the student learns 
to become more aware of the mind body connection and how to direct the 
body and body-parts in space, as well as how to release overall excess 
tension and find a better overall balance and well-being (De Alcantra 2009:56; 
Roig-Francoli 2009). The Alexander Technique develops one’s innate ability 
of attending to several things at once in a specific way, namely in thinking of 
one’s use at the same time that one carries out any tasks of daily life. The 
word direction has two related meanings in Alexander Technique: (1) the 
orientation of the body in space and (2) the sending of messages or impulses 
from the brain to parts of the body. Directing one’s use means simply paying 
attention to the means one needs to achieve an end. To say that paying 
attention to the means would make it harder to achieve the end is a patent 
absurdity (Alexander 2001: 35; De Alcantra 2009: 56; Brennan 1999: 22). 
When inhibiting and directing, one facilitates the release of excess muscular 
tension that compresses one’s skeleton and internal organs. The release of 
excess muscle tension brings about the subtle lengthening of the spine. One 
can then reach one’s full dimensions. The Alexander directions define what 
should be taking place in your body. But words have associated verbal, 
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kinaesthetic, visual, structural, psychological, philosophical meanings, all of 
which come into play when one is thinking them. It is therefore important to 
understand these instructions on as many levels within oneself as one can. In 
directing something to take place in one’s body, the quality of one’s response 
depends not only on one’s physical state, but also on one’s understanding of 
the words and the process. These directions work together with inhibition to 
bring about the objective of the Alexander Technique to maintain the poise of 
the head on top of the lengthening spine. This brings about a dynamic 
balance of opposing parts that are freely maintained in movement and at rest. 
Alexander instructed his pupils to give mental directions. One should allow the 
neck to be free and allow the head to go forward and up to allow the back to 
lengthen and widen (Alexander 2001: 35, Leibowitz and Connington 1990: 51; 
Rootberg 2005: 18). 
2.2.5.9. Awareness 
The key to learning the Alexander Technique is awareness. One first of all 
needs to find out how one performs various tasks (Brennan 1999: 15). 
Alexander (2001: 68-69) is of the opinion that if any habit if so confirmed is 
that of ‘end-gaining’ it should be changed not merely transferred. As the 
increasing awareness of one’s manner of his use of himself improves, so his 
sensory appreciation will further improve and in time constitute a standard 
within the self by means of which one will become increasingly aware both of 
faults and of improvement, not only in the manner of one’s but also in the 
standard of one’s functioning generally. The Alexander Technique heightens 
one’s awareness of all things and a greater sense of peace can be felt in 
whatever one is doing (Brennan 1999: 139). 
2.2.5.10. Psycho-physical education (and re-education) 
The Alexander Technique has offered tools for understanding how to change 
daily habits of misuse that can lead to crippling problems. There are many 
misconceptions about the Alexander Technique. Alexander did not only 
delineate the nature of bodily misuse, but, more importantly, Alexander 
devised a method of extreme subtlety by means of which one can re-educate 
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one’s faulty habits. It is not a system of exercises, or relaxation technique, or 
a method of vocal or instrumental training. Simply it is a re-education of 
habitual movement patterns so the body is used efficiently with the least 
amount of wear and tear. Through practising the Alexander Technique one 
can not only rid oneself of physical tensions, but also free oneself of many of 
the mental and emotional tensions that chain one. Every time one moves, 
there is a shift in the weight and tension in the body. When one begins to 
apply the principles of the Alexander Technique one will not be learning to do 
anything new, but simply unlearning many habits that one has acquired during 
the course of one’s life. Alexander himself often said that if one stopped doing 
the wrong thing (habit) then the right thing would happen by itself. It is 
sometimes very hard if learning a new way of doing things especially if it has 
become a habit (Alexander 2001: 4; Mayers and Babits 1987: 51; Brennan 
1999: 15). 
2.2.6. The application of the Alexander Technique in different 
countries 
In 1899 Alexander moved from Melbourne to Sydney, leaving his brother, 
A.R. Alexander, to teach his technique in Melbourne. In London, Alexander 
began publishing pamphlets about his technique, which at that point in time 
he called his “Method of Vocal and Respiratory Re-education (McCullough 
1996a: 2). 
Alexander travelled to New York in 1914 for the first time after being invited by 
Margaret Naumburg. Naumburg was the founder of the Walden School. By 
1924, F.M. and his brother A.R. were making four month-long sojourns to the 
United States. A.R. Alexander eventually settled permanently in Boston in 
1939, while Alexander and his assistants started a school for children in 
London (McCullough 1996a: 3). 
Today there are many Alexander Technique teachers and training centres 
around the world. Numerous conferences and workshops around the globe 
have also been held. In Southern Spain there is an Alexander Music School. 
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2.2.7.1. The Alexander Technique in South Africa 
Alexander became embroiled in a legal battle in South Africa after the 
publication of his fourth book in 1941, The Universal Constant in Living. Irene 
Tasker, Alexander’s assistant moved to Johannesburg in 1935. Tasker had 
begun teaching the Alexander Technique. She had established a large 
practice which included many prominent South Africans, among them 
Raymont Dart, dean of the medical school and distinguished Professor of 
Anatomy at the University of Witwatersrand. It is without a doubt that Tasker 
attracted the attention of the medical and educational establishments 
(McCullough 1996a: 3, Jones 1997: 82 - 93). 
2.2.7. 2. The impact of the Alexander Technique in South Africa 
In South Africa the use of the Alexander Technique was at first met with 
scepticism. In 1941 Irene Tasker met Dr. Ernst Jokl, a German physician and 
physical educator who was at the time the physical education director for the 
South African government. Dr. Jokl requested a course of lessons from 
Tasker. However, Tasker sensed his scepticism and refused to give lessons. 
Her reason being that intellectual acceptance of the principles involved was 
necessary for lessons to be successful. Dr. Jokl attacked Alexander and his 
work in print and accused anyone of supporting Alexander of being irrational, 
neurotic, and mentally unstable. Alexander brought actions against Dr. Jokl in 
1945 and sued him in the South African Court for defamation of character. 
Alexander won the case, as well as the later appeal of the case by the 
defendants. Alexander was over eighty years old by the time the legal battles 
were over (McCullough 1996a: 3; Jones 1997: 82 - 93). 
However, since then, the situation has changed and today there are quite a 
number of Alexander teachers in South Africa. The Alexander Technique is 
practised and valued by many performers. Training to be a teacher of the 
Alexander Technique takes three years and the constitution requires a 
minimum of 1600 hours of training. Tuition takes up to 16 hours per week, for 
four terms a year. In South Africa there are two training courses, one in Cape 
Town, and one in Johannesburg. Research about the Alexander Technique in 
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South Africa includes Gwyneth Lloyd’s, Vocal Director of East-Cape Opera 
Company, Masters thesis of 1987 entitled “The Application of the Alexander 
Technique to the Teaching and Performing of Singing”. Three fourth-year 
students in the Rhodes University Department of Music and Musicology have 
done research on the application of Alexander Technique to cello (Rachel 
McGaw), piano (Carey Frost) and drum kit (Stephen Ellis). 
 
2.2.8. Conclusion to the chapter 
In this chapter the researcher gave a short biography of F.M. Alexander, 
discussed the Alexander Technique and its principles as well the Alexander 
Technique’s influence across the globe and its occurrence in South Africa. 
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CHAPTER 3 
 
THE ALEXANDER TECHNIQUE FOR MUSICIANS 
 
3.1. Introduction 
 
In this chapter the Alexander Technique is discussed with specific reference to how 
musicians have used and benefited from the Alexander Technique.  The researcher 
briefly discusses the difference between the Alexander Technique and Feldenkrais 
Method and also provides a description of what Repetitive Strain Injury is. The 
possible benefits for organists are also the discussed. This is the essence of the 
current study. 
  
 
3.2. The difference between the Alexander Technique and the 
Feldenkrais Method 
 
The Alexander Technique and the Feldenkrais Method are regularly used to help 
musicians play their instruments with greater ease and less effort. According to 
Nausbaum (1998: 1) these two methods are often considered to be similar. The 
reason for this is that both teach people to become more aware of their coordination 
and how to move. Although the Alexander Technique and Feldenkrais Method share 
some goals, the means by which they do it are different (Nausbaum 1998: 1). 
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According to Munro (2005: 11) Moshe Feldenkrais (1904-1984) was born in Russia 
and raised in Palestine. He was educated as a physicist and held a doctorate in 
physics and furthermore was an expert in neurology, cybernetics and body 
mechanics. Feldenkrais had many diverse interests which included martial arts, 
science and hypnotism. These interests played an integral part in his development of 
a technique that uses movement and attention to enhance the natural growth of 
humans throughout their lives. He worked on himself to develop more ease of 
movement. Feldenkrais developed a very dual approach known as ‘Functional 
Integration’, and the verbal suggestion method known as ‘Awareness through 
Movement’. Today many musicians who suffer from playing-related injuries make 
use of the Feldenkrais Method in assisting them to meet their personal and musical 
goals (Munro 2005: 11; Peterson 2008: 69). 
Feldenkrais teaches people how to use themselves better, efficiently as simply as 
they can. Students are shown how to use their spine, pelvis, hip joints and shoulders 
to support the use of their hands, elbows, forearms and breath (Case 2012: 4; 
Plonka 2012: 1, 2). One has the opportunity in Feldenkrais lessons to notice how 
one moves and how one approaches a task. According to Peterson (2008: 70) for 
musicians, ridding themselves of extra tension is what Feldenkrais called “parasitic 
action”. When musicians rid themselves of tension this lessens fatigue and the 
likelihood of injury which improves sound quality. In becoming aware of and refining 
the quality of these movements, one also develops a broader repertoire of physical, 
mental and emotional activity. One becomes more present and one moves about 
and interacts with the world differently (Peterson 2008: 70; McCullough 2011: 64). 
According to McCullough (2011: 69) Feldenkrais taught that awareness of body 
movement is related to overall self-awareness and to self-image. One finds four 
components of action in Feldenkrais. One thinks, senses, feels and moves all the 
time. It should however be mentioned though the range of reasons for seeking 
lessons is varied, so are the results (McCullough 2011: 71). The reality however is 
that a musician sometimes needs to perform fast passages. The methods used to 
achieve this control are sometimes not beneficial to one’s hands and may even 
cause tension in the hands and thereby prohibit virtuosity.  The Feldenkrais Method 
helps the body to train to achieve a clearer and more precise way to balance itself. 
According to Morris (2011: 38) in the case of movement, it is the unconscious mind 
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that needs to be trained and that is where the lessons do their work. Furthermore the 
improvement in concentration gained from awareness is a huge asset in 
performance (Morris (2011: 38). 
 
3.2.1. Repetitive Strain Injury 
Repetitive Strain Injury (RSI) is a major problem for musicians. Alexander 
Technique sees the root of RSI as an imbalance of the head relative to the top 
of the spine, creating a pattern of tension involving the neck, shoulder, arm, 
wrist and hand. Learning about one’s habitual patterns leads to using the 
hands in a lighter, more efficient way (De Alcantara 1999: 22; Nausbaum 
1998: 1). 
Marshall quotes Nivers (1665: preface, n.p.)  in Thistlethwaite and Webber 
[eds] (1998:94-95) that to play agreeably, one must play easily; to play easily 
one must play comfortably; and for this effect place the fingers a little, mainly 
the longer ones, to make them even with the shorter ones’. A natural relaxed 
position, where the hand is shaped like a cup with the fingers curved gently 
over the keys, is advocated throughout the technical literature. The wrist 
should be in line with the arm and hand. 
3.3. The benefits for musicians of using the Alexander Technique 
Rootberg (2005: 16) states that musicians have several advantages when learning 
the Alexander Technique: musicians are aware of practice, understand the 
challenges and merits of learning new skills. 
Roig-Francoli (2009) writes that it is imperative that the act of making music include 
the whole person. One’s primary instrument is the psycho-physical self. The body 
directed by the clear intention of the mind. Playing an instrument begins with learning 
to “use” the psycho-physical self in a constructive, consciously controlled way. The 
manner in which musicians hold their instruments can cause many problems. These 
can be problems such as neck and shoulder tension, backache and sciatica. Many 
professional musicians have been forced to give up their careers because of aches 
and pains. These injuries were caused by the way the musicians stood or sat while 
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playing, or by the way they gripped their instrument. However one can apply the 
principles of the Alexander Technique to every activity one performs. One needs to 
become more aware of one’s movement and one’s body will also become used to 
the new movements (Brennan 1999: 66-67). 
Leibowitz and Connington (1990: 16) state that all kinds of people come for 
Alexander lessons: people suffering from tension and stress, people with back or 
neck pain, people with poor posture, people whose occupations can cause bad 
postural habits (dentists, carpenters, computer operators and mothers, for example). 
People who need to use their bodies well professionally (such as dancers, 
musicians, actors, singers, and athletes), and those who are interested in using the 
mind or body more efficiently and with more flexibility. One does not have to 
experience pain or suffer from poor posture to benefit from the Alexander Technique. 
People who use their bodies relatively well also benefit from learning how to use 
themselves better. 
Practising for a musician is to solve problems. However often musicians practise 
mechanically, having grasped neither the true nature of the difficulties at hand nor 
their ideal solution (De Alcantara 1997: 178). Hence, Rootberg (2005: 16) writes that 
musicians have several advantages when learning the Alexander Technique. 
Musicians know about practice while also understanding the challenges and merits 
of learning new skills. They also know how long it takes learning something well 
(Rootberg 2005: 16).  
The Alexander Technique has a long history of helping instrumentalists and singers 
to perform with less stress and likelihood of injury. Musicians do some of the most 
complex and demanding physical movements of any profession. In recent years, the 
term Repetitive Strain Injury (RSI) has come into popular use, but musicians have 
always had to face the challenge of performing the same complex muscular actions 
over and over again. (http://www.alexandertechnique.com/musicians.htm). De 
Alcanatara (1997: 22) provides a Case History in his book, Indirect Procedures, of an 
accomplished concert pianist and teacher who sought the help of the Alexander 
Technique after she was diagnosed as suffering from carpal tunnel syndrome, a 
painful condition of the wrist.  Untreated, this condition leads to permanent disability.  
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The Alexander Technique not only improves the musicians’ physical movements but 
also improves the quality of the music itself.  Taylor (1993: 104) states that as mind 
and body go hand in hand, so do art and technique. Musicians are governed by the 
twin factors of awareness and experience when it comes to interpretations. 
Therefore as one’s coordination grows, so should one’s powers of interpretation. The 
Alexander Technique helps musicians release undue tension in their bodies and 
makes possible a performance which is more fluid and lively, less tense and rigid 
(Taylor 1993: 104; http://www.alexandertechnique.com/musicians.htm). 
Alexander did not write specifically about rhythm, but Patrick Macdonald wrote of 
Alexander’s discovery ‘of the natural rhythm within the human body which exists in 
the sensory and motivating mechanisms’ and which ‘has become distorted in most 
people’, thereby contributing to ‘the ill-health and distress of many so-called mental 
and physical diseases. The heartbeat is one pulse of the body. There are also pulses 
in the fluid that moves from the top of the spine to the sacrum. Therefore the body’s 
natural pulses need the freedom to work in order to perform music with rhythmic 
integrity that takes advantage of the body’s own stable rhythm. If there is anything 
one does that obstructs this flow will directly influence the rhythmic flow of the piece. 
However sometimes one is anxious about performing and this prevents rhythmic 
stability.  The Alexander Technique lesson tends to have a calming effect on the 
student and so can address this particular problem. Good rhythm improves use and 
functioning, at the same time that good use improves rhythm; they feed each other. 
Perfect rhythm includes precision, but also energy, dynamism, impetus which is what 
musicians usually refer to as forward motion. Rhythm is the single most important 
ingredient in communicating music. Many musicians distort the rhythm of a musical 
phrase or exercise in order to accommodate a technical ineptness. Many musicians 
learning a new piece rush over easy passages and slow down over difficult ones 
claiming to concentrate on sound-production, or fingering, or getting the notes and 
therefore the rhythm is not important. One is sometimes inattentive while playing. Yet 
it is said that all difficulties are conquered through good rhythm, not before it and 
above all not separate from it. Good rhythm is the means whereby a musician may 
acquire freedom, and for one to neglect it is to end-gain. Good use is intrinsically 
rhythmic and contains in itself the very seeds of musicality. The Alexander 
 
 
40 
 
Technique lesson helps one to find one’s vitality and keeps one more alert of one’s 
rhythmic pulses (Adams 1992: 1-5; De Alcantara 1997: 181-182). 
Stage fright for the Alexandrian is but a symptom of an ‘unbalanced disturbed 
psycho-physical condition’, a symptom of misuse of the self. It is characterised by 
the interference with the Primary Control and its remedy is the inhibition of the end-
gaining that causes it and the direction of the means whereby any end may be 
achieved. Alexander does not speak of physical, mental or social causes of stage 
fright. Alexander does not see the mind and body as being separate but sees the 
person as being a whole. Alexander sees stage fright as a specific manifestation of a 
general phenomenon. Therefore by working on the use of the whole self, on a 
general basis and allowing functioning (of which stage fright, or its absence, is but an 
aspect in many) to improve indirectly, one achieves in one swoop multiple results 
that are comprehensive, solid and long-lasting. The Alexander Technique therefore 
sees the solution to stage fright not as doing, but non-doing which unlimitedly results 
in preventing the misuse of the Primary Control. By following the Alexander 
framework of end-gaining, misuse, inhibition and direction one may well lose one’s 
fear of stage fright. The aim is to rid oneself of the very notion of stage fright (De 
Alcantara 1997: 260). 
3.4. The organist’s position at the console  
According to Marshall in Thistlethwaite and Webber [eds] (1998:94) most writers on 
organ technique stress the importance of a relaxed position at the console, with the 
body in the middle of the keyboard and the hands and feet poised lightly, as if 
floating, upon the keys and pedals. The spine should be straight, not stiff, with the 
head poised upright upon it. Marshall in Thistlethwaite and Webber (1998:  94) 
states that to find this ideal posture, one might imagine being a marionette that is 
gently pulled by a string from the top of the head; the axis of support from the two 
pelvic bones to the head enables the arms and legs to move freely over the 
keyboards and pedals, providing a centre from which the multifarious activities of 
organ playing can radiate. 
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Ritchie and Stauffer (1992: 3) state that it is no easy task finding a comfortable 
position at an organ. The organist needs to have a comfortable and proper position. 
According to Davis (1985: 2) it is important that the student sit in the same position at 
the organ for every lesson and practice session. An organist needs to experiment 
and find a comfortable position with every organ they play on because each 
instrument differs in its construction. When one has found a suitable position one 
should retain this.  
Wills (1984: 179) suggests that good posture is best ensured if one asks the 
beginner student of the organ to raise his arms above his head as high as possible 
and then hold his body in the same position as the student brings his arms down to 
the keyboards. According Wills (1984: 179) this posture habit can be encouraged by 
practising pedal exercises with arms raised, a procedure well worth maintaining 
throughout a career. This suggestion of Wills and its effectiveness, if the organ 
teacher should decide to use, will probably depend on the type of bench and 
pedalboard of the organ. 
Ritchie and Stauffer (1992: 4) suggest the following guidelines for a proper sitting 
position: 
1. The organist should be centred left – right over the pedalboard. 
2. The organist should then be firmly rooted in the original spot. 
3. The organist should sit solidly on the bench, positioning the back far enough 
to be comfortable, yet forward enough so that the leg can be pivoted to the 
right and left with ease. The back should be straight, with the shoulders 
relaxed and the elbows drawn in. Davis (1985: 2) agrees the organist sits 
straight on the bench and is inclined forward enough to reach the manuals 
comfortably. 
4. When the organist is not using his feet to play for short periods of time, he can 
leave his feet dangling over the pedalboard. However when one is not using 
one’s feet for a long stretch – during an extended passage for manuals alone 
or during a manual composition – they should be drawn to the rear and placed 
on the bench bar. 
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After considering of the above one can assume how the Alexander Technique can 
benefit the organist. The Alexander Technique also involves examining posture, 
breathing, balance and co-ordination (Brennan 1999: 10). According to Peeters 
(1956: 13) correct bodily position is of great importance because of its effect on the 
technique of performance. De Alcantara (1999) is of the opinion that the principles 
and procedures of the Alexander Technique apply to all areas of musical activity, 
from technique, sound production, interpretation, to daily practice, rehearsal routines 
and the mitigation of stage fright and health problems. 
 
3.5. The Alexander Technique and organ playing 
Artists practicing and performing under pressure are prone to hunching the 
shoulders and bending the back, thereby breaking the vertical line and putting stress 
on muscles that are not designed to maintain a state of contraction for long periods 
(Thistlethwaite and Webber 1998: 94-95). 
The Alexander Technique is a method that can be used by the organist to play 
without locking, tightening, grabbing, or forcing, thereby allowing the playing of the 
organ to “happen” with the organist as the active observer, but not the “doer” of the 
playing (Drake 2006). The Alexander Technique can therefore help the organist to 
play mechanically but with ease and thereby enjoy the music. According to Drake 
(2006) how many organists playing a piece of organ literature with “difficult” 
passages worry about these sections long before have to play these difficult 
passages? Furthermore what happens when these passages are reached? Drake 
(2006) has observed that the organist refrains from breathing, the hands, wrists, 
arms and neck lock and the individual “forces” his way through these areas, worrying 
the whole time if he will make it without falling apart.  
Drake (2006) states that while many musicians, including keyboard players, 
instrumentalists and singers are very talented, they are unable to reach their 
maximum level of proficiency. In the most instances they run into brick walls of 
tension. According to Jones (1997: 182) some musicians find it a pleasure to 
perform. They experience their performances as happening easily and they use 
themselves efficiently in all spheres of their lives. However there are those with equal 
 
 
43 
 
talent and training to whom performance and even sometimes practice are 
exhausting and whose professional lives are cut short because they lose the mastery 
of the acquired skill. They spend more time and effort in solving technical problems 
than the results warrant, and ultimately discover they have used up their reserves of 
energy (Jones 1997: 182). Jones furthermore states that if they understood the use 
of themselves as well as they understand the use of their instruments, such 
breakdowns would be far less frequent (Jones 1997: 182).  As an organist Drake 
(2006) has taught the Alexander Technique for 30 years to keyboard players, 
instrumentalists and singers and is convinced that the Alexander Technique is the 
answer for talented musicians to overcome this dilemma of tension. Many talented 
students have been forced to abandon their hopes and dreams of reaching the top of 
their field because of tension (Drake 2006: 82). 
Drake’s (2006) experience has shown him firsthand the tremendous change that 
takes place in musicians that he has worked with in Europe, Korea and the United 
States of America. These changes unlock the detrimental and unnecessary tensions 
in students, thereby giving them freedom, ease, openness, and confidence in 
practicing and performing. Through this unlocking process of the body, students are 
given the possibility of reaching deep within themselves to allow their creative 
powers, as well as the essence of the music, to come to the unimpeded by body and 
mind contraction (Drake 2006: 82). 
Drake (2006: 82) has worked with hundreds of organists around the world in 
workshops and he has found that organists probably misuse their bodies more than 
any other musician. One finds that whilst a musician practices and performs his 
attention is given almost exclusively to what the musician is doing with his or her 
hands and feet or his or her vocal organs and to the sounds they are producing 
(Jones 1997: 182). However, the musician knows very little about what is happening 
with the rest of his or her body. According to Jones (1997: 182) the average 
performer in attacking a difficult problem of technique uses the two approaches. 
Firstly he “tries hard” to master it, using all the skill at his command; and secondly if 
his trying builds up too much tension and fatigues him, he “relaxes”. However, in 
both cases he is working on a trial-and-error basis. The musician has no way of 
knowing exactly how much tension is needed or how limited it is to time and place 
where it is wanted (Jones 1997: 182). 
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The act of playing should not be one of making the playing happen, but an act of 
allowing the playing to happen. This difference results in a freedom, lightness and 
ease in the body that allows the music to be heard free from stress, strain and 
forcing that we often see and hear in many performances (Drake 2006). 
Organ scholars at Kings College, Cambridge and Magdalen College, University of 
Oxford also receive Alexander Technique lessons as part of their scholarships. The 
colleges of Kings and Magdelen pay for the Alexander Technique lessons of these 
scholars (http://www.kings.cam.ac.uk/choir/organ-scholarships.html, 
http://www.magd.ox.ac.uk/chapel-and-choir/choir/organ-scholars). 
In teaching the principle to a musician or to anyone else, for that matter, the aim is to 
increase the pupil’s awareness of himself as a whole, until he can detect the 
interference in the head-neck relationship, which is the first link in the reflex chain of 
“getting set” to do something which could be to sit down, to pick up a bow or to strike 
a chord. There are many benefits and advantages for teachers and musicians for 
using the Alexander Technique. These benefits and advantages include an 
increased stamina, improved concentration, greater flexibility and strength, better 
tone quality, a systematic approach to stage fright and troublesome passages of 
music and a general strategy for practising. The Alexander Technique not only treats 
the body as a whole, but also helps students to change both their mental and 
emotional outlook on life.  Because the mind controls how one uses one’s body, its 
energies can be harnessed to provide the best possible physical integration for one 
and with projecting one’s musical intentions (Jones 1997: 183; Brennan 1999: 123; 
Mayers and Babits 1987: 54). 
 
3.6.  Conclusion to the Chapter 
In this chapter the benefits for organists using the Alexander Technique were 
highlighted. In the chapter that follows the research design and methodology will be 
described. 
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CHAPTER 4 
 
RESEARCH DESIGN AND METHOD 
 
4.1. Introduction 
 
In this chapter the research methodology is defined, as well as the methods of data 
collection. The research design and methods were chosen to gather information on 
the research problem which is the development of a theoretical framework for the 
Alexander Technique for organists.  
 
4.2 Research Design 
 
The research will be interpretive, constructive or post-positivist because research 
questions have been selected. Verbal data will be collected from a small number of 
participants. The researcher will organise this data and use verbal descriptions to 
portray the situations that have been studied. The research design addresses the 
planning of scientific inquiry – designing a strategy for finding out something. The 
special details may vary according to what one wishes to study. There are two major 
aspects of research design. The first step is to specify as clearly as possible what 
one wants to find out. Secondly, one must determine the best way to do it. If one can 
manage the first consideration fully, one will probably manage the second in the 
same manner (Babbie and Mouton 2001: 72). 
The research will be qualitative, analytical and descriptive. Writers agree that one 
undertakes qualitative research in a natural setting where the researcher is an 
instrument of data collection who gathers words or pictures, analyzes them 
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inductively, focuses on the meaning of participants and describes a process that is 
expressive and persuasive in language (Cresswell 1998:14). 
Denzin and Lincoln (1994:2) in Creswell (1998:15) define qualitative research as 
multimethod in focus, involving an interpretive naturalistic approach to its subject 
matter. Qualitative research involves the studied uses and collection of a variety of 
empirical materials such as case study, personal experience, introspective, life story, 
interview, observational, historical, interactional and visual texts that describe routine 
and problematic moments and meaning in individuals’ lives. 
Creswell’s (1998:15) own definition of qualitative research is that it is an inquiry that 
explores a social or human problem. The researcher builds a complex, holistic 
picture of certain situations or people (Cresswell 1998: 15; Leedy and Ormrod 2001: 
148). Furthermore the researcher analyzes words, reports detailed views of 
respondents and conducts the study in a natural setting. 
In this research a specific type of qualitative research design was chosen namely the 
case study approach. In a case study, a particular individual, programme or event is 
studied in depth for a period of time. 
Sometimes researchers focus on a single case to promote understanding or inform 
practice for similar situations. Alternatively researchers study two or more cases. 
These are often cases that are different in certain ways to make comparisons, build 
theory, or propose generalizations. This approach is called a multiple or collective 
case study (Leedy and Ormrod 2001: 149). 
This research makes use of the multiple case study approach, in that different 
organists will be researched. The researcher intends to investigate the organists’ 
practise and their use of the Alexander Technique. 
 
Descriptive research refers to research focused on providing an accurate description 
or picture of the status or characteristics of a situation or phenomenon (Johnson and 
Christensen 2008:377). 
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According to Johnson and Christensen (2008:377) researchers doing descriptive 
research commonly follow three steps. These are: 
 randomly select a sample from a defined population,  
 determine the sample characteristics and  
  infer the characteristics of the population based on the sample. 
 
4.3      Sampling Strategy 
According to Creswell (1998:118) the purposeful selection of participants represents 
a key decision point in a qualitative study. Researchers designing qualitative studies 
need clear criteria in mind and need to provide rationales for their decisions. In this 
study, the researcher made use of purposive sampling.  
Sampling is the process of drawing a sample from a population. When one samples, 
one studies the characteristics of a subset (called the sample) selected from a larger 
group (called the population) to understand the characteristics of the larger group. 
After researchers determine the characteristics of the sample, they generalize from 
the sample to the population, that is, researchers make statements about the 
population based on their study of the sample. Sampling can save time and money 
because a sample is usually much smaller in size than a population (Johnson and 
Christensen 2008: 222). 
According to Johnson and Christensen (2008: 239) in purposive sampling 
(sometimes called judgmental sampling), the researcher specifies the characteristics 
of a population of interest and then tries to locate individuals who have those 
characteristics. Once the group is located, the researcher asks those who meet the 
inclusion criteria to participate in the research. The researcher does not ask anyone 
else to participate once enough participants are obtained. Purposive sampling is a 
non-random sampling technique in which the researcher solicits persons with 
specific characteristics (Johnson and Christensen 2008: 239). 
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In this study people were chosen for a specific purpose. The researcher only chose 
organists and specifically the population identified were South African University 
Organ Lecturers. The population was therefore sampled by using purposive 
sampling. 
4.3.1. Organists in the study 
The researcher has specifically selected organ lecturers or teachers who are also 
performers because assumedly they spend more time practising and performing on 
the organ. 
 
4.4. Data Collection Methods 
Data was collected by means of questionnaires, informal interviews, personal 
observations and over a period of time unstructured interviews were conducted with 
one organist. The researcher also observed his own student and teaching practise 
over time. Although approaches to data collection continually expand in the 
qualitative area, there are four basic types of information to collect: observations 
(ranging from nonparticipant to participant), interviews (ranging from semistructured 
to openended), documents (ranging from private to public) and audio-visual 
materials (including materials such as photographs, compact disks and videotapes) 
(Cresswell 1998: 120; Leedy and Ormrod 2001: 157). 
 
4.4.1  Questionnaires 
A questionnaire is a self-report data-collection instrument that each research 
participant fills out as part of a research study. Researchers use questionnaires to 
obtain information about the thoughts, feelings, attitudes, beliefs, values, 
perceptions, personality, and behavioural intentions of research participants. 
Researchers attempt to measure many different kinds of characteristics using 
questionnaires (Johnson and Christensen 2008: 203). Questionnaires were sent to 
organ lecturers and performers, because they live in different cities to the 
researcher. This method of data collection enabled the researcher to save on 
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travelling costs. The researcher also had brief telephone interviews with the 
respondents as well as semi-structured interviews in other settings.  
 
4.4.2. Interviews 
Data can also be collected by interviewing research participants. An interview is a 
data-collection method in which an interviewer (the researcher or someone working 
for the researcher) asks questions of an interviewee (the research participant). 
Interviews that are done face-to-face are called in-person interviews (Johnson and 
Christensen 2008: 203). The researcher had unstructured informal interviews with 
the participants. 
 
4.4.3. Personal Observations 
 Observation, which is watching the behavioural patterns of people, is also a method 
of data collection. It is important to note that the observer should attempt to be 
unobtrusive so as not to the affect what is being observed. The reason why 
observation is an important way of collecting information about people is because 
people do not always do what they say they do (Johnson and Christensen 2008: 
211). 
Observation data are collected in two different types of environments. The first 
environment is Laboratory observation and the second environment is Naturalistic. 
For this study the researcher made use of Naturalistic observation. Naturalistic 
observation is carried out in the real world (Johnson and Christensen 2008: 211). 
The researcher observed his student whilst teaching the organ. 
Whilst conducting qualitative observation the researcher observes all relevant 
phenomena and takes extensive field notes without specifying in advance exactly 
what is to be observed. Qualitative observation is usually done in natural settings 
and is usually done for exploratory purposes (Johnson and Christensen 2008: 212). 
One should bear in mind whenever one conducts qualitative observations that one 
must remember exactly what one has observed. Researchers record what they 
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believe is important in their field notes. Field notes are notes which are written down 
by the observer during and after making observations (Johnson and Christensen 
2008: 212).  
In this study the researcher observed his own practise as an organ teacher over a 
period of one year. The researcher also observed the practise of his organ lecturer, 
during which the researcher was immersed as a student. 
 
4.5. Data Analysis 
The researcher after having provided a description of how he intends collecting the 
data for the study needs to specify how he is going to analyse the data. The nature 
of the data analysis in most instances evolves directly from the study design. 
However, the appropriate method of analysing one’s data depends on whether one 
is conducting a qualitative, a quantitative, or a mixed study and the specific 
components of each type (Johnson and Christensen 2008: 96). 
According to Newman (2006: 488) qualitative analysis requires more effort by an 
individual researcher to read and reread data notes, reflect on what is read and 
make comparisons based on logic and judgement. 
Qualitative data are in the form of text, written words, phrases, or symbols describing 
or representing people, actions and events in social life. Their data analysis can be 
systematic and logically rigorous, although in a different way from quantitative or 
statistical analysis (Newman 2006: 457). 
An analytical approach for data analysis will be followed. The researcher will firstly 
describe the Alexander Technique, according to specific categories. He will then use 
the data gathered from the information according to the themes that emerge. Finally, 
the researcher will present an overall portrait of the case. This will lead to 
conclusions being made and could result in recommendations (Leedy and Ormrod 
2001: 150). 
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4.6.     Informed Consent and right to privacy 
Informed consent means agreeing to participate in a study after being informed of its 
purpose, procedures, risks, benefits, alternative procedures and limits of 
confidentiality (Johnson and Christensen 2008: 109). A cover letter informing the 
respondents of the research accompanied the questionnaire. The participants were 
informed in a covering letter that their privacy would be protected. Participants also 
had the freedom to withdraw or to refrain from answering sections of the 
questionnaire. 
 
4.7. Validity and Reliability 
The research made use of triangulation (interviews, observations and written work) 
resulting in examining multiple data sources to search for common themes and 
feedback from others (people interviewed). A detailed description of the situation is 
provided with lots of detail. Validation by respondents – conclusions were taken back 
to participants in the study and they were asked: Do you agree with my conclusions? 
Do they make sense based on your experiences? (Leedy and Ormrod 2001: 106). 
The term validity in conventional usage refers to the extent to which an empirical 
measure adequately reflects the real meaning of the concept under consideration 
(Babbie and Mouton 2001: 122). 
 
Additionally the researcher spent extensive time in the field as church organist, 
organ student, teacher, performer and accompanist, at competitions, the Royal 
School Church Music of South Africa Summer School, the UNISA Organ Academy, 
and attending the monthly organ recitals of the Feather Market Organ Society in Port 
Elizabeth. 
 
The observations occurred over an extensive period of time and provide for a rich, 
detailed description. Through this “thick” narrative the readers can draw their own 
conclusions from the data presented (Leedy and Ormrod 2001: 106). 
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Reliability is a matter of whether of a particular technique, applied repeatedly to the 
same object, and would yield the same result each time (Babbie and Mouton 2001: 
119). In this study the researcher used questionnaires. The questions specifically 
addressed aspects of the Alexander Technique. The researcher conducted the 
observations using an observation sheet with specific criteria derived from the 
Alexander Technique. By setting the framework for both the questionnaire and 
observations, the researcher ensured the reliability of the research. 
 
4.8. Conclusion to the Chapter 
 
In this chapter the research methodologies were described. In the following chapter 
the research findings will be presented. 
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CHAPTER 5  
 
DESCRIPTION OF THE RESEARCH FINDINGS 
 
5.1. Introduction 
 
In this chapter the researcher presents the research findings from the questionnaires 
and interviews. 
 
5.2. Research findings 
 
The researcher opted for formal questionnaires with the respondents because they 
live in other cities.  This was supplemented with informal interviews when he met 
with the respondents at other settings such as competitions, summer schools, organ 
symposiums and recitals. 
 
The questionnaires and informal interviews were based on: 
 Years of experience; 
 Posture at the organ; 
 Alexander Technique; 
 Repetitive Strain Injury (Symptoms of bad posture); and 
 Feldenkrais 
 
Questionnaires were sent to professional organists who are both teachers and 
performers. The researcher only made use of a small sample. The researcher did 
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not explain the Alexander Technique or provide a definition to the respondents, 
because the researcher wanted to know if the respondents are aware of the 
technique and what the technique is about.  
The researcher presents the findings responses from each respondent in a detailed 
narrative form. 
 
5.2.1.1.  Respondent A 
 
Respondent A has played the organ for 50 years and is a retired academic 
with extensive years of experience as an organist, 45 of which are as 
performer with 10 years teaching experience. He is an active member of 
organ societies and has been involved in organ building, adjudication, as a 
concert organist, accompanist and church organist. He made some 
suggestions about the correct posture of the organist at the console. He 
states that the organist needs to sit upright with a straight back, so that the 
back does not slump. The body must be balanced for example not leaning on 
hands. When playing the pedal solos the hands must not grasp the bench but 
should just rest lightly on the bench to stabilize the body. 
Respondent A is not familiar with the Alexander technique so he could not 
comment on it. He has not yet encountered Repetitive Strain Syndrome but is 
aware of it and tries to remedy and avoid incorrect posture. This respondent 
was also not familiar with Feldenkrais. 
 
5.2.1.2.  Respondent B 
Respondent B has played the organ for 50 years of which 35 years have been 
as a church organist. He is still active as a cathedral organist and also 
teaches organ. He is involved in organ and church music societies. 
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A favourable position at the console for Respondent B is a straight back 
without stiffness. The head and shoulders should be 180 degrees to the spinal 
angle. According to him a slouched back encouraging spinal curvature and 
slumped shoulders are some of the common problems regarding posture in 
organists. He addresses this by constantly reminding and demonstrating a 
correct posture to his students. 
Respondent B has not used the Alexander Technique but is aware of its 
benefits for organists if they would use it.  His students have also not 
experienced Repetitive Strain Injury (RSI). Although the Feldenkrais Method 
is known to Respondent B, he has not made use of the method. 
 
5.2.1.3.  Respondent C  
Respondent C has been playing the organ for 40 years of which 30 years 
have been as an organ lecturer and performer. She is an academic, 
performer, examiner and adjudicator. Respondent C has delivered many 
papers nationally and abroad and has also given recitals both in South Africa 
and internationally. She is involved in church and organ music and has made 
a significant contribution to the advancement of organ study. 
A desirable position at the console for her is for the organist to sit upright with 
the shoulders and the backbone in a T-shape with the legs hanging at a slight 
angle. Some of the common problems she has encountered with students is 
that they do not sit upright and push backwards. As a lecturer she normally 
corrects this by demonstrating and constantly reminding the students of the 
problem. 
Respondent C has not used the Alexander Technique but sees it as a method 
whereby a person is taught to balance the body and in doing so releases 
unnecessary tension. She believes that the Alexander Technique can be of 
benefit to organists by creating a well-balanced posture and improving 
breathing. The benefits of using the Alexander according to her frame of 
reference can improve posture, correct imbalance and regulate tension. 
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Neither the Respondent nor her students have experienced Repetitive Strain 
Injury (RSI) and she has also not used the Feldenkrais Method. 
 
5.2.1.4.  Respondent D 
Respondent D has been playing the organ for 25 years of which 13 years 
have been as an organ lecturer. He is well-known as an organ performer and 
pedagogue. His students regularly excel both in national and international 
competitions. He is also an examiner and adjudicator for national competitions 
and eisteddfods. Added to his he is a church organist who regularly acts as 
accompanist on organ, harpsichord and piano.  
For Respondent D the most favourable posture at the console is that the body 
should be relaxed with a straight spine. In his lecturing career some of the 
most common problems encountered with regards to posture are the 
following: 
 The incorrect height of the bench which results in stiffness in the 
shoulders. 
 The incorrect distance from the manuals which also results in 
stiffness of the upper body and balance problems. 
 A curved spine which results in sliding from the bench. 
Respondent D writes that posture problems are related to body tension that is 
not focused or being used in a beneficial way. For example, bodily tension 
that is apparent in the shoulders when the posture is incorrect should not be 
required to completely disappear; it should rather be shifted in a conscious 
way to the lower back and the so-called support muscles. This will allow for a 
release of the muscles of the upper body to perform the required movements 
effectively and with minimal energy expenditure. 
Respondent D has used the Alexander Technique. His understanding of the 
Alexander Technique is that it is used for relaxation and alignment of the 
body. He believes that the Alexander Technique can be used by organists for 
relaxation and alignment of the body which is an absolute necessity. He and 
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his students have not experienced Repetitive Strain Injury and he also has not 
made use of the Feldenkrais Method. 
 
5.2.1.4.  Respondent E 
Respondent E has been playing the organ for 15 years. She has been an 
organ lecturer for the past four years and a performer for the past nine years. 
She is a church organist and an active member of a local and national organ 
society. For her a favourable posture at the console is that the body should be 
completely relaxed, with a straight back and no tension in the neck, arm and 
shoulders. 
She has observed that some of the common problems regarding posture in 
organists are tension in the neck, arms and especially the shoulders. Leaning 
forward too much, putting unnecessary strain on the back are also common 
problems. She normally corrects her students’ posture by observing them 
while they play. She identifies problem areas in their posture. She then 
discusses these issues with them and demonstrates how to correct it. 
Respondent E has not used the Alexander Technique. She sees the 
Alexander Technique as a method that helps a person to use his or her body 
energy in a more effective way. She believes the Alexander Technique can 
help organists minimize unnecessary strain on the body while performing, 
thereby producing a better sound on the instrument. She definitely deems the 
Alexander Technique to be beneficial for organists. 
Respondent E and her students have not experienced Repetitive Strain Injury 
(RSI) and she has furthermore not made use of the Feldenkrais Method. 
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5.2.2  Summary of the questionnaires 
Following is a summary and analysis of the respondents answers according to 
the main themes from the questionnaire. 
5.2.2.1.  Years of experience 
All the respondents had many years of experience both as performers 
and as teachers. 
5.2.2.2. Posture 
The respondents all suggested that an ideal posture is a straight spine 
with a relaxed body. The respondents all agreed that they advise their 
students on how to correct their posture. They also constantly remind 
them about posture. They also demonstrate the correct posture when 
necessary.  
 
5.2.2.3. Alexander Technique 
Only one of the respondents has made use of the Alexander 
Technique. All the other respondents have not made use of the 
Alexander Technique and some are not aware of the technique.  
5.2.2.4. Repetitive Strain Injury 
None of the respondents or their students have experienced Repetitive 
Strain Injury. 
5.2.2.5. Feldenkrais 
None of the respondents have made use of the Feldenkrais method. 
 
5.3. Observations 
Observations by the researcher were of a personal nature and within his capacity as 
a student and as a teacher. 
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5.3.1. Personal observations and experiences as organ 
student  
The researcher used to experience severe pain in his hands after a lengthy 
rehearsal. This was specifically after rehearsals on a mechanical organ such 
as the organ in the Summerstrand Dutch Reformed Church in Port Elizabeth. 
An example of the occurrence of this pain is when the researcher was an 
undergraduate. The researcher remembers the technically difficulty of playing 
the last variation of the Mendelssohn Sonata Number 6 Op. 65. The 
researcher also used to be very anxious before and during performances. The 
researcher was always well-prepared for performances and examinations. 
However, anxiety and nervousness always influenced his performance. The 
researcher however received significant information from his lecturer on how 
to combat performance anxiety.  
 
After the researcher read the literature on the Alexander Technique he also 
discovered that there were musicians who were in more or less the same 
situation as he was. The application of elements of the Alexander Technique 
helped the researcher to improve his public performance and he does not 
endure pain anymore after lengthy practise sessions. The researcher 
prepared himself mentally. He pictured himself on stage giving a great 
performance. He then worked towards a goal. He also noticed and was 
informed by his lecturer that he did not breathe or take breathers whilst he 
was playing. This resulted in him tensing up and this unfortunately was also 
audible in the music. The researcher then started to breathe whilst playing. 
This also played a significant role in the phrasing of the music. 
 
Whilst preparing for his practical examination the researcher remembers his 
lecturer advising him while playing the first two pages of the Bach Prelude 
from the Prelude and Fugue in A minor, BWV 543, to support the waist.  By 
supporting the waist the researcher was in control of the performance. The 
researcher could play with ease without being tense and could enjoy the 
music and playing in front of an audience because in his mind he had already 
been through the process. All he had to do was to repeat what he had already 
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done.   This made all the difference to the performance. 
 
Organists who raise the hand unnecessarily to strike the keys lose control 
moving from one note to another and this can produce choppy playing that 
undermines the fluid projection of melody.  Furthermore the extra time needed 
for the raised finger to reach the key also hinders the execution of fast 
passagework. Economy of movement permits greater virtuosity and warnings 
against excess motion abound in the organ tutors of all times. The fingers 
should work independently with small gestures primarily from the joints. Agility 
and suppleness are more vital in organ playing than actual strength and to 
maintain fine technical control one must avoid expending too much energy at 
the keyboard.  
 
The same is applicable of the performance of the Bach choral prelude, Allein 
Gott in der Höh sei Ehr, BWV 662, where the lecturer advised the researcher 
not to move his upper body forward but to relax, move back with a straight 
spine, and most importantly to relax his arm when playing the melody. It was 
actually a fact of not doing but non-doing. Sometimes one makes use of 
unnecessary tension by using one’s body with unnecessary strain. By relaxing 
the researcher ensured that the ornamentation could be played with ease and 
without unnecessary tension. The study of the literature of the Alexander 
Technique has also improved the researcher’s playing with regards to 
congregational and choir accompanying. The Alexander Technique not only 
affects one part of one’s life but the whole. 
 
5.3.2. Personal observations and experience as organ teacher 
The researcher has one year teaching experience as an organ teacher. The 
researcher observed a beginner student at the organ during her lessons with 
him. The student had received piano lessons up until a Grade four level.  Due 
to the fact that her congregation did not have an organist she was approached 
by the minister to start playing for the Sunday services. However she lacked 
knowledge about the instrument and did not use the pedals. The researcher 
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was approached for lessons by the scholar after giving a recital at the church. 
The researcher immediately discovered that the student was tense in her 
shoulders and directed her in finding a suitable posture at the console. Whilst 
preparing her for the Grade three practical examination, the researcher 
discovered that when playing her Baroque piece she tensed up her shoulders 
and did not do justice to the music. After the researcher advised the student to 
relax her shoulders and hands her articulation within the piece improved and 
she could perform the piece with ease.  The student did not play mechanically 
but instead played the music. The researcher was guided by the principles of 
the Alexander Technique. That it was not only technical difficult but the 
student had changed her attitude towards the passage and piece. The student 
only used the right amount of tension. 
 
5.4. Summary of the chapter 
In this chapter the research findings were described. While some of the respondents 
were not familiar with the Alexander Technique they all concurred that the 
application of the Alexander Technique would be beneficial to organists. In his own 
experiences the researcher has been able to attest to the value of the Alexander 
Technique and how it has improved performance. 
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CHAPTER 6 
 
DATA ANALYSIS 
 
6.1. Introduction to the Chapter 
 
In this chapter the data presented in the previous chapter will be analysed. 
 
6.2. Analysis of the Data 
 
The researcher has made certain observations from the information gathered from 
the respondents. The researcher will analyse the data gathered from the 
questionnaires and informal interviews separately from the data gathered from the 
observations. The length of time and experience each respondent had been 
performing on the organ did not have an impact on their responses. All the 
respondents’ answers to the questionnaire were remarkably similar. All the 
respondents agreed that an ideal posture is one with a straight spine with a relaxed 
body. When they became aware of their students posture being incorrect, the 
respondents all agree on correcting their students’ posture.  
However none of them have provided a systematic description of dedicated 
exercises for either themselves or their students. This non-awareness leads to no 
structured training for the students or themselves. 
This non-awareness can be attributed to the fact that while they are aware of the 
Alexander Technique they are not familiar with the details of the Alexander 
Technique. Such a familiarity would have resulted in the respondents’ giving a more 
descriptive account of the Alexander Technique.  
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The research respondents were all in favour of the Alexander Technique being of 
benefit to organists. Personal observation by the researcher of organists and fellow 
organ students who had bad posture and who were always nervous before a 
performance prompted the interest of the research to find out if there is not a way 
that these talented organists could be helped.  
Similarly respondents showed awareness of Repetitive Strain Injury. However the 
respondents’ responses did not indicate an in-depth approach to remedy or how to 
prevent Repetitive Strain Injury (RSI). The respondents also did not describe what 
Repetitive Strain Injury was.  
None of the respondents have made use of the Feldenkrais method, although the 
Feldenkrais method is described extensively in the literature to assist with how it can 
be used. If the Feldenkrais method is common among musicians it should be known 
by organists. 
In contrast the data gathered from observations was more detailed. Firstly the 
researcher will analyse the data gathered from his role as student. What was evident 
was that the organ lecturer was familiar with the Alexander Technique. This was 
apparent through how the lecturer addressed the researcher’s posture and also 
stage fright.  The student’s public performance confidence was also addressed 
which enabled the researcher not to make rhythmic errors or play unusual tempos 
during a performance.  
Furthermore, the researcher’s own teaching experience was enriched and enhanced 
by the principles of the Alexander Technique. Having researched the Alexander 
Technique the researcher could direct his student to having a good posture. This 
enabled the student to perform a technically difficult work with ease. If students are 
exposed to the Alexander Technique many faults can be prevented.  
 
6.3. Conclusion to the Chapter 
In this chapter the researcher analysed the data that was collected.  The data 
collected will be used in the last chapter to establish a theoretical framework for 
organists.  
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CHAPTER 7 
 
CONCLUSION TO THIS STUDY AND RECOMMENDATIONS  
 
7.1. Introduction to the Chapter 
In this final chapter the researcher gives an overview the study. Recommendations 
for future research are given, as well as a theoretical framework for the application of 
the Alexander Technique for organists. 
 
7.2. Review of the study 
In this treatise the researcher’s aim was to introduce the Alexander Technique as a 
method that can be used by organists to improve their performance. The researcher 
has read the literature of the Alexander Technique written by F.M. Alexander himself 
and some of his most prominent students, John Dewey, Judith Leibowitz, Professor 
Frank Pierce Jones and Dr. Wilfred Barlow. From these readings it became clear 
that the Alexander Technique is most beneficial if lessons are given to students by 
certified teachers of the Alexander Technique and are on a one on one basis. The 
researcher sent questionnaires to organ lecturers who are currently organ lecturers 
at universities in South Africa and who have been active performers.  
The researcher hopes that this study will inspire musicians and more specifically 
organists to make use of the Alexander Technique if they suffer any form of injury 
due to playing the organ. F.M. Alexander was a performer who was in trouble and 
who could have ended his career. Instead his perseverance and discoveries by him 
and his followers gave us the opportunity not to stop our careers today due to injury 
but to make use of the Alexander Technique. This journey of research has inspired 
the researcher to conduct further research into the field of the Alexander technique 
for organists. He hopes he will have the opportunity to explore this field of interest by 
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taking Alexander Technique lessons and writing about the experience from an 
organist’s point of view. 
 
The Alexander Technique can be used by organists: 
 
 To play with more ease, freedom and openness. Preventing the organist from 
becoming muscle-bound. 
 To correct difficult passages without putting strain on their body or 
succumbing to injury. 
 To inhibit habits that are not of benefit to the whole self.  
 Make practising and performing a pleasure especially organ works like the 
demanding Widor Toccata.  
 To be able to know what he is doing with the rest of his body because an 
organist’s attention is almost exclusively given to what he is doing with his 
body, hands and feet and to the sounds he is producing. 
 
7.3. A Theoretical Framework of the Alexander Technique for 
Organists 
Organ lecturers or students should read the F.M. Alexander’s third book the Use of 
the Self. Chapter one, “Evolution of a Technique” is particular important. The organ 
lecturer should observe the student. In the absence of an organ lecturer the student 
or organist can make use of mirrors in the practise room. Pay special attention to 
how the organist is using his primary control. The organist should a play passage 
that he has been struggling with and he or the lecturer should observe how he 
directs himself. The organist should then play a piece or passage which is easy to 
play and then observe how he directs himself. The lecturer should now compare and 
experiment to see how the student’s posture can be improved based on the 
Alexander Technique principles. The teacher and organist should bear in mind that it 
is not only a physical change but also a mental change because the mind and body 
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are inseparable. The lecturer or the organist should make notes and compare it with 
the experience of Alexander.  
By practising inhibition and applying one’s primary directions one will be able to 
overcome many of the habits that are actually holding one back from becoming a 
better organist. One will then be able to release and prevent excess tension in the 
body which could otherwise result in injury for example Repetitive Strain Injury (RSI).  
Organists sometimes get tense in their shoulders especially when performing before 
an audience. By applying Alexander Techniques of self-awareness of use of self and 
inhibition one will find that one’s shoulders feel much looser. Organists also use their 
legs. By using the Alexander Technique one will be able to achieve a use of the 
muscular system that is free, and which enables one to play the pedals with greater 
ease. The Alexander Technique will also help to control the breathing of the 
organists while performing. 
Many musicians experience stage fright. However by applying the Alexander 
Technique one will be more confident and this confidence will be transformed into 
one’s performance. The researcher has experience of audience members 
applauding his calmness and confidence while performing. However before the 
Alexander Technique was known to the researcher and when he commenced 
lessons with his current lecturer the researcher used to feel anxious before a 
performance which resulted in him making rhythmic mistakes or even playing at an 
unusual tempo. Musicians can benefit and eliminate such a scenario by making use 
of the Alexander Technique because it tends to have a calming effect on the student 
and addresses the problem. Stage fright for the Alexandrian is not doing but non-
doing thereby avoiding interference with the reflex functioning. By applying the 
principles of the Alexander Technique in one’s daily practise, one will lose the fear of 
stage fright. 
  
Alexander Technique lessons will not replace one’s technique for playing the organ. 
By having Alexander Technique lessons it will help one that one’s body responds 
more easily and quickly especially with organ compositions which ask for virtuoso 
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performance, which will naturally improve one’s performance. The Alexander 
Technique will enhance both teaching and performance.  
 
7.4. Recommendations 
The researcher can recommend that when organists have a poor posture or 
Repetitive Strain Injury (RSI) then the Alexander Technique can be applied. 
Furthermore the Alexander Technique can be offered as an elective module to all 
university music students while they are completing their undergraduate studies, as 
the application of the technique will enhance their performance.  
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